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ROBERTSHAW 
1916-1999 
It has been said that Robert Shaw taught America to sing. He was 
to have conducted this concert. This was the program he selected 
and studied with us in a seminar last October. We are privileged to 
have known him as colleague, teacher and friend. His legacy at 
Boston University includes memorable performances of Honegger's 
King David, the Brahms German Requiem, and Haydn's The 
Creation. 
Although his physical presence is gone, his spirit endures as the 
great enabler of the amateur, the conservator of the culture, and the 
believer in the power of music to build community. Among the most 
eloquent and quotable musicians, years ago Mr. Shaw wrote: "In a 
world of political, economic and personal disintegration, music is 
not a luxury it is necessity; not simply because it is therapeutic, nor 
because it is the universal language, but because it is the persistent 
focus of man's intelligence, aspiration, and good will." 
We dedicate this performance to his memory. 
BOSTON UNIVERSITY SYMPHONIC CHORUS 
- with-
BOSTON UNIVERSITY CHAMBER ORCHESTRA 
ANN HOWARD JONES, conductor 
DANIEL MEYER, rehearsal conductor, orchestra 
CHERYL BRANHAM, rehearsal pianist 
Sunday, January 31, 1999 
3:00 p.m. 
PROGRAM 
Sinfonia Concertante in E-flat major, K. 364/320d Wolfgang A made Mozart 
(1756-1791) 
Andante 
Requiem, K. 626 
Introit 
Kyrie 
Sequence 
Offertorium 
Sanctus 
Benedictus 
AgnusDei 
Communio 
Bayla Keyes, violin 
Steven Ansell, viola 
Sarah Pelletier, soprano 
Mary Hughes, alto 
Jason McStoots, tenor 
Steven Humes, bass 
Mozart 
TEXTS AND TRANSLATIONS 
Wolfgang Amade Mozart 
Requiem, K. 626 
I. INTROIT 
Requiem aeternam dona eis, Domine: 
et lux perpetua luceat eis. 
Te decet hymnus Deus in Zion, 
et tibi redetur votum in Jerusalem. 
Exaudi orationem meam, 
ad te omnis earn veniet. 
II. KYRIE 
Kyrie eleison, 
Christe eleison, 
K yrie eleison. 
III. SEQUENCE 
Dies irae, dies ilia, 
solvet saeclum in favilla: 
teste David cum Sibylla. 
Quantus tremor est futurus, 
quando judex est venturus, 
cuncta stricte discussurus! 
Tuba mirum spargens sonum 
per sepulchra regionum, 
coget omnes ante thronum. 
Mors stupebit, et natura, 
cum resurget creatura, 
Judicanti responsura . 
Liber scriptus proferetur, 
in quo totum continetur, 
uncle mundus judicetur. 
Judex ergo cum sedebit, 
quid-quid latet apparebit: 
Nil inultum remanebit. 
Quid sum miser tune dicturus? 
Quern patronum rogaturus 
cum vix justus sit securus. 
Rex tremendae majestatis, 
Qui salvandos salvas gratis, 
Salva me fons pietatis. 
Rest eternal grant to them, 0 Lord: 
and let perpetual light shine upon them. 
A hymn befits thee, 0 God in Zion, 
and to thee a vow shall be fulfilled in 
Jerusalem. 
Hear my prayer, 
for unto thee all flesh shall come. 
Lord have mercy, 
Christ have mercy, 
Lord have mercy. 
Day of wrath, that day, 
shall dissolve the world into embers: 
as David prophesied with Sibyl. 
How great the trembling will be, 
when the Judge shall come, 
the rigorous investigator of all things! 
Trumpet wondrous sending out sound 
through the tombs of every Ian(;! , 
will summon all before the throne. 
Death will be stunned, likewise nature, 
when all creation shall rise again 
to answer the One judging. 
A written book will be brought forth, 
in which all shall be contained, 
and from which the world shall be judged. 
When therefore the Judge is seated, 
whatever lies hidden snail be revealed: 
No wrong shall remain unpunished. 
What then am I, a poor wretch, going to 
say? 
Which protector shall I ask for 
when even the just are scarcely secure? 
King of terrifying majesty, 
who freely saves the saved: 
Save me, fount of pity. 
·-
Recordare, Jesu pie, 
quod sum causa tuae viae; 
ne me perdas ilia die. 
Quaerens me, sedisti lassus: 
redemisti crucem passus. 
Tantus labor non sit cassus. 
Juste judex ultionis, 
donum fac rernissionis, 
ante diem rationis . 
Ingernisco, tarnquam reus: 
Culpa rubet vuftus meus. 
Supplicanti parce Deus. 
! Mariam absolvisti, tronum exaudisti, quoque spem dedisti. 
Preces meae non sunt dignae: 
sed tu bonus fac benigne, 
ne perenni cremer igne. 
Inter oves locum praesta, 
et ab haedis me sequestra, 
statuens in parte dextra. 
Confutatis maledictis, 
flammis acribus addictis, 
voca me cum benedictis. 
Oro supplex et acclinis, 
cor contritum quasi cinis: 
gere curam mei finis. 
Lacrimosa dies ilia, 
' qua resurget ex favilla, 
judicandus homo reus. 
, Huie ergo parce Deus. 
Pie Jesu Domine, 
dona eis requiem. 
IV. OFFERTORY 
Domine Jesu Christe, Rex gloriae, 
libera animas omnium fidelium 
defunctorum 
de poenis infemi et de profundo lacu: 
libera eas de ore leonis, 
ne absorbeat eas tartarus 
ne cadant in obscurum: 
sed signifer sanctus Michael 
l raesentet eas in lucem sanctam: am olim Abrahae promisisti, ernini ejus. 
Remember, merciful Jesus, 
that I am the cause of your sojourn; 
do not cast me out on that day. 
Seeking me, you sat down weary: 
having suffered the Cross, you redeemed me. 
Such great labor not be in vain. 
Just Judge of vengeance, 
grant the gift of remission 
before the day of reckoning. 
I groan, like one who is guilty: 
My face blushes with guilt. 
Spare the supplicant, 0 God. 
You who absolved Mary, 
and heeded the thief, 
have also given hope to me. 
My prayers are not worthy, 
but Thou, good one, kindly grant 
that I not ourn in the everlasting fires. 
Grant me a favored place among thy sheep, 
and separate me from the goats, 
placing me at thy right hand. 
When the accursed are confounded, 
consigned to the fierce flames, 
call me to be with the blessed. 
I pray kneeling and sul?pliant, 
my heart contrite as if 1t were ashes: 
bear care of my end. 
0 how tearful that day, 
on which the guilty shall rise 
from the embers to be judged. 
Spare them then, 0 God. 
Merciful Lord Jesus, 
grant them rest. 
Lord Jesus Christ, King of glory, 
liberate the souls of alf the faithful departed 
from the pains of hell and from the pit: 
deliver them from the lion's mouth 
let not hell swallow them up, 
let them not fall into darkness: 
but let Michael, the holy standard-bearer, 
bring them into the holy light: 
which once thou promised to Abraham 
and to his seed. 
Hostias et preces tibi, 
Domini, laudis offerimus: 
Tu suscipe !?er animabus illis, 
quarum hodie memoriam fac1mus: 
fac eas, Domine, 
de morte transire ad vitam, 
quam olim Abrahae promisisti, 
et semini ejus. 
V. SANCTUS 
Sanctus, Sanctus, Sanctus, 
Dominus Deus Sabaoth. 
Pleni sunt coeli et terra gloria tua . 
Osanna in excelsis. 
VI. BENDEDICTUS 
Benedictus qui venit 
in nornine Domini. 
Osanna in excelsis. 
VII. AGNUS DEi 
Agnus Dei, 
qui tollis peccata mundi, 
miserere nobis. 
AgnusDei, 
qui tollis peccata mundi, 
miserere nobis. 
Agnus Dei, 
qui tollis peccata mundi, 
dona nob1s pacem. 
VIII. COMMUNION 
Lux aeterna luceat eis, Domine: 
cum sanctis tuis in aeternum: 
quia pius es. 
Requiem aeternam dona eis, Domine, 
et lux perpetua lucea t eis. 
Sacrifices and prayers of praise, 
0 Lords, we offer to thee: 
Receive them Lord, on behalf of those souls 
we commemorate this day: 
grant them, 0 Lord, 
to pass from death unto life, 
which once thou promised to Abraham 
and to his seed. 
Holy, Holy, Holy, 
Lord God of Hosts. 
Heaven and earth are full of thy glory. 
Hosanna in the highest. 
Blessed is he who comes 
in the name of the Lord. 
Hosanna in the highest. 
Lamb of God, 
that takest away the world's sins, 
have mercy upon us. 
Lamb of God, 
that takest away the world's sins 
have mercy upon us. 
Lamb of God, 
that takest away the world's sin~, 
grant us thy peace. 
May light eternal shine upon them, 0 Lord, 
in the company of thy saints forever and ever; 
for merciful you are. 
Rest eternal grant to them, 0 Lord, 
and let perpetual light shine upon them. 
PROGRAM NOTES 
Wolfgang Amade Mozart (1756-1791) 
Requiem, K. 626 
Sinfonia Concertante in E-flat major, K. 364/320d 
Mozart was a busy man during the summer and fall of 1791, with substantial 
commissions to fulfill-a happy state of affairs, though complicated by the fact that two 
works were due almost simultaneously. On 6 September, !us opera La Clemenza di Tito 
made its debut in Prague. A few days later, he had to race back to Vienna to put the 
finishing touches on Tile Magic F111te, which opened on 30 September. Though this opera 
was a thundering success, he had no time to savor it; too much work was still waiting to 
done. In October, he finished the Clarinet Concerto, K. 622. He also began work on a 
nge commission. Count Franz von Walsegg, through an emissary, had offered him fifty 
ducats to write a Requiem, or Mass for the Dead. Mystery and confusion continue to swirl 
around this conuniss10n and its possible relationship to the composer's death. Though 
scholarship has cleared up most of it, a few questions remain. One of them is quite basic: 
why did the Count approach Mozart for such a work in the first place? 
For the surpnsing fact is that Mozart was not known in Vienna as a composer of 
sacred music. No one had commissioned him to write a major work for the church during 
the ten years he had lived there. The unfinished Mass in C Minor, K. 427, composed in 
1782/83, was written for Salzburg and probably never performed in Vienna, thus 
unknown there. Why, then, did Count Walsegg want Mozart, rather than someone more 
closely associated with church music, to compose a Requiem for him? Whatever the 
reasons, he apparently made the offer to no one else. 
The Count intended to have the Requiem performed annually in memory of his 
wife, who had died suddenly in February, 1791, at the age of twenty. Mozart undoubtedly 
knew the Count and possibly the Countess as well. Walsegg often invited musicians to 
perform at his country home; he was also the owner of the house in Vienna where 
·Mozart's friend and creditor Michael Puchberg lived. The Countess, a child actress before 
per marriage, had appeared on stage at least once alongside Mozart's sister-in-law, 
Aloysia Weber. Walsegg occasiomilly hired composers to write music which he would 
then pass off as his own-the same arrangement Fte had in mind for the Requiem. The 
etnissary who brought the terms to Mozart was described in old biographies as a 
"mysterious, gaunt-looking stranger, tall, dark, and dressed all in gray.' Actually, this was 
probably an employee of Walsegg's named Franz Anton Leitgeb. Leitgeb was tall, thin, 
and, because ofhis Turkish descent, dark-skinned. 
Setting to work on the Req11ie111 sometime in October, the composer sorely missed 
his wife, Constanze, who was away at Baden recuperating from a serious infection. His 
letters written to her during this period encourage her to get well so that she can come back 
to his side as quickly as possible. The letters are full of high spirits, for Mozart had no 
idea that he was dying; m October, he was still a healthy man. He was also about to 
acquire major new sources of income. Trips to England and Russia were being talked 
about. Sizable commissions were in the offing from both Hungary and Amsterdam. Within 
a few months, possibly a year or two, he expected to be promoted from Assistant Music 
Director of St. Stephen's Cathedral to Music Director, which carried with it a good salary. 
All this was reason enough for high spirits. 
According to legend, however, Mozart had been seriously ill since his trip to 
gue in September; was profoundly melancholy; and was brooding over his own 
. pending death. What are the facts here: when did he become sick, and what caused his 
death? Dr. L. R. Karhausen, writing in the October, 1998 issue of the ]011mal of tile Royal 
Society of Medicine, argues that the composer took gravely ill no more than two weeks 
before he died, basing this assumption on the fact fl1at Mozart only took to his bed on 20 
November. The cause of death, Karhausen thinks, was "a contagious disease which was 
[then] prevalent in Vienna." Other physician-scholars maintain that Mozart died of 
kidney failure complicated by a stroke. Whatever the cause, he suffered such edema 
(swelling of the 1·oints) that he was w1able to sit up or turn himself in bed, which meant that 
he was physical y incapable of composing. No one poisoned him, though his badly swollen 
body inspired some people to think so. After lapsing into a coma, he died shortly after 
midnight on 5 December 1791. 
Before his sudden death, Mozart was only able to complete the opening movement 
of the Mass for the Dead, the Requiem aeternam. For the rest, he left drafts in varying states 
of completion, sketches, and for some movements, nothing. At his death, the Requiem 1ooked 
like this: 
Requiem aeternam: complete 
Kyrie eleison: vocal parts complete; bass line with figures (to indicate how the 
harmony should be filled out); orchestral parts sketched in here 
and there 
Sequence: same as the Kyrie eleison, up to measure 9 of the Lacrimosa 
Offertory: same as the Kyrie and Sequence 
Sanctus: not composed 
Benedictus: not composed 
Osanna: not composed 
Agnus Dei: apparently not composed 
Communio: apparently not composed 
The Kyrie and nearly all of the Sequence were in good enough shape that they 
could be finished by someone else. The Lacrimosa, however, ended abruptly after eight 
measures, and it was long thought that these were the last notes he composed. Alan Tyson 
and Christoph Wolff, however, believe that he was so sure about how the rest of the 
Lacrimosa would go that he didn't bother to write it all down, hurrying on instead to draft 
two movements that were more complex, the Domine Jesu and Hostias. After this, he was 
unable to proceed further, and put his pen down. Remarkably, the autograph manuscript 
shows no sign of haste or fatigue. 
Mozart's widow, who suddenly had to support herself and their two young 
children, needed those fifty ducats from Count Walsegg. The Requiem had to be finished. 
She enlisted the aid of three composers, each of whom nad trouble following in Mozart's 
footsteps. Ultimately, the responsibility was undertaken by Mozart's assistant, Franz 
Xaver Stissmayr. Laboring under what must have been indescribable emotional pressure, 
Stissmayr finished work in February, 1792-thereby rescuing Constanze,'an act of 
generosity that Mozart scholars rarely acknowledge. The Count received the manuscript 
in due course and paid Constanze the promised sum. 
Stissmayr's completion of the Req11iem, however, has received harsh reviews. His 
talent was no match for Mozart's, a fact which is glaringly obvious; he also made 
elementary musical mistakes. The music he wrote for the Sanctus and Benedictus is 
regarded as poor, though the Agnus Dei, also his, is very fine. Did Mozart leave him 
sketches for 1t that have disappeared? For the Communio (Lux aeterna and Cum sanctis 
tuis), Stissmayr repeated music from the Te decet hymnus and the Kyrie. Either Mozart told 
him to do this, or Stissmayr, pressed for time, did so out of desperation. 
A number of musicians have either touched up Stissmayr's work or substantially 
rewritten it. Current editions of the Requiem, in addition to his, mclude those by Franz 
Beyer (1971, 2nd edition 1979), Duncan Druce (1984), Richard Maunder (1988), H. C. 
Robbins Landon (1992), and Robert D. Levin (1993). Ann Howard Jones conducts the 
version by Beyer for this performance. 
The style of the Requiem is unlike anything Mozart had written before. Its 
closest analogues are found, not in his other church music (most of it written before he 
moved to Vienna), but in The Magic F/11te, in his Masonic choral music, and in his mot~ 
Ave ventm corpus, composed in June 1791 for Baden. The Requiem's sonority resembles 
that of the solemn, priestly second act of The Magic Flute. Both works are scored for two 
basset horns (a lower-pitched relative of the clarinet), two bassoons, two trumpets, three 
trombones, timpani, and strings. But the Requiem has no upper woodwinds-flutes, oboes, 
clarinets-or even French horns. The resulting deep amber hue is unique among Mozart's 
works . 
In contrast to his earlier church music, the Requie111 abstains from vocal display. 
Much of the writing is either richly contrapuntal or so spare and unadorned as to sound 
almost austere. The influence of Bach is everywhere apparent-for example, in the 
masterful double fugue juxtaposing an ominous Kyrie eleison with a light-winged, delicate 
Christe eleison. Mozart borrowed the melody for the Kyrie from the chorus "And with his 
stripes we are healed" in Handel's Messiah, a work he had revised in 1789. 
Arias in the Requie111 are conspicuously absent. The four vocal soloists are 
treated as an ensemble, with one exception: the dialogue between baritone and trombone 
which opens the Tuba mirum. The German Bible translates tuba as "trombone"; in English, 
we are used to "trumpet." Neither is an accurate rendering of the Latin tuba, St. Jerome's 
fifth-century equivalent for the Greek word for slwjar, or ram's horn, the instrument played 
on Rosh Hashonah and Yorn Kippur. Trombones, m fact, are heard throughout most of the 
Requiem. They were associated with church music then-not with the symphony, as they 
would be from Beethoven on. For Mozart, they symbolized the presence of the divine. 
Early writers on Mozart were unanimous in believing that the Requiem marked a 
w direction in his style: the beginning of a thoroughgoing reform of church music. The 
ew style would banish operatic display; would blend ancient (i .e., Renaissance and 
Baroque) polyphony with modern ideas of form; and would evoke a sense, not of the 
theater, but of the church. The Romantic poet-composer E.T. A. Hoffmann declared the 
Requiem to be a perfect illustration of this new music. But was Mozart embarked on a 
fundamental rethinking of his style? In fact, there is ample evidence that he was, and one 
example is the Requiem itself, with its remarkable innovations. To Mozart, of course, this 
was not a "late work" but simply the next work, the next commission. He could not have 
known that it would be his last, and that he would not live to finish it. 
When performed as a Mass for the Dead, the Requiem accompanies a series of 
liturgical actions . In concert, however, it is often introduced by another work. Robert 
Shaw had selected the slow movement from Mozart's Sinfonia Concertante in £-flat Major, 
K. 364/320d, written for Salzburg in 1779. In so doing, Mr. Shaw paired a work composed 
at the outset of Mozart's adult career with one written at its close. In 1779 the composer 
had returned to Salzburg after failing to find employment either in Mannheim or in Paris. 
Tragically, his mother had died in Paris, and in Mannheim, his first love, Aloysia Weber, 
had jilted him. Yet despite his deep anger and frustration he forged music displaying a 
whole new level of compositional flair and stylistic independence, for example, the 
• Sinfonia Concertante. 
The term "sinfonia concertante," in the eighteenth centu1y, meant "concerto 
,grosso"-a concerto for multiple soloists (here, violin and viola) employing, in the Classic 
Era, symphonic principles of form. To keep the viola from being outmatched by the violin, 
Mozart has it tuned up a half-step, to E-flat, to give it more brilliance. Like the Requie111, 
this work avoids solo pyrotechnics. Mozart's concertos are never about dexterity; "I am 
no lover of difficulties," he once said. Another feature linking the Sinfonia Co11certa11te to 
the Req11iem is that its orchestration, too, is unusual: oboes, P-rench horns, and strings-no 
other woodwinds, no trumpets, no timpani. The violas often play divisi, which doubles 
their rich contralto voice, lending· to this work a dark coloration presaging that of the 
Requiem. 
There are those who believe that the Sinfonia Concertante is Mozart's finest 
instrumental composition and the elegiac C-minor slow movement its pinnacle. Indeed, this 
gentle yet wrenchingly emotional Andante stands at the opposite pole from what "concerto" 
came to mean in the nineteenth century. In this movement Mozart enters a private, inner 
world that he would explore more deeply in Vienna, most profoundly in his final work, the 
Req11iem. 
Roye E. Wates 
MEET THE ARTISTS 
Ann Howard Jones is Professor of Music and Director of Choral 
Activities at Boston University. In that position, Dr. Jones conducts the 
Sympho1'lic Chorus and the Chamber Chorus, teaches advanced choral 
conducting, and administers the Master of Music and Doctor of Musical Arts 
degrees in choral conducting. She is also the choral conductor of the Boston 
University Tanglewood Institute, where in past summers she conducted concerts 
as part of the Tanglewood Music Festival. In November 1994, Dr. Jones 
conducted the Boston University Symphony Orchestra and Symphonic Chorus 
in a performance of the Beethoven Mass in C and Choral Fantasy. The 
successful performance was recorded live and produced by TDK. 
Dr. Jones has also served as Assistant Conductor for Choruses with the 
Atlanta Symphony Orchestra, where she was associated with Yoel Levi, 
Music Director, and the late Robert Shaw, Music Director Emeritus and 
Conductor Laureate. She was also Conductor of the Atlanta Symphony Youth 
Chorus. She served as Musical Assistant with the Robert Shaw Chamber 
Singers and Festival Singers, whose performances led to recordings of Poulenc, 
Rachmaninoff, Brahms, and Schubert choral music on TELARC and critical 
acclaim at Carnegie Hall . She assisted Mr. Shaw in the musical preparations 
for the Robert Shaw Institute which rehearsed, performed and recorded in 
southern France from 1988-1994. 
Dr. Jones has Bachelor's and Master's degrees in Voice and a Doctorate 
in Choral Conducting from the University of Iowa. She has taught at the 
Universities of Iowa, Georgia, and Illinois, and at Wittenberg and Emory 
Universities. While a Fulbright Senior Lecturer in Brazil, she consulted in the 
development of a university choral program and taught choral and vocal 
pedagogy. 
Recognized for her expertise in conducting technique, choral and vocal 
pedagogy, rehearsal procedures and performance practice, she is in demand as 
an adjudicator, clinician, and lecturer at seminars and workshops and as a 
conductor of festival choruses, All-State chorus and honor choruses. Dr. Jones 
conducted the North Carolina, Texas, and Delaware All-States in 1993-94, the 
Kansas All-State in 1995, and the Massachusetts All-State in 1996, and the 
Iowa All-State in 1998. 
Dr. Jones is a life member of American Choral Director's Association 
(ACDA). She has held elected office in that organization and her groups have 
been invited to appear on the convention programs of the ACDA, Music 
Educator's National Conference, and American Guild of Organists conventim 
programs. 
******************* 
Steven Ansell, violist, began his musical training at age ten in Seattle, 
where he studied with Vilem Sokol and Veda Reynolds. As a student at the 
Curtis Institute, he studied with Michael Tree and Karen Tuttle. Upon 
graduation from Curtis, Mr. Ansell was appointed assistant professor of music 
at the University of Houston. Appointed principal viola of the Boston 
Symphony Orchestra in 1996, Mr. Ansell served as assistant principle violist of 
the Pittsburgh Symphony from 1977-1979 under Andre Previn, after which he 
became one of the founding members of the Muir Quartet and a teacher at Yale 
University. Since 1983, Professor Ansell and his collegues of the Muir Quartet 
'· ve been in residence at Boston University School for the Arts. He has 
rformed at many summer festivals including those at Marlboro, Newport, 
Rutgers, Tanglewood, and is a frequent guest artist of the Boston Chamber 
Music Society. 
******************* 
Violinist Bayla Keyes is an active soloist and chamber musician, 
performing as a member of Boston Musica Viva, the Cambridge Chamber 
Players, Triple Helix, Sonos, and the Tempest Trio. Recent concert highlights 
include the Bargemusic series in New York City, solo appearances with the 
Richmond, Concord, and Ohio Chamber Symphonies, a cycle of the complete 
Beethoven violin sonatas in Boston, annual recitals presenting American works 
at Boston University, premieres of concertos by Bernard Hoffer and Richard 
Festinger, and a recording of Michael Daugherty's Lex, a dazzling showcase for 
, electronic violin. Well-known to audiences as a founding member of the Muir 
String Quartet, with whom she won the Evian and Naumburg Competitions 
' and played over one thousand concerts on the international touring circuit, Ms. 
Keyes received her bachelor's degree from the Curtis Institute of Music, her 
master's degree from Yale University, and her first professional experience 
with the acclaimed Music from Marlboro. Her teachers have included Paul 
Kling, Ivan Galamian, Oscar Shumsky, Felix Galimir, Raphael Hillyer, 
Karen Tuttle, and members of the Beaux Arts Trio, Budapest and Guarneri 
Quartets. 
Ms. Keyes teaches at Boston University, where she is co-chairman of 
the String Department, and at several summer festivals, most notably the 
Boston University Tanglewood Institute and the Interlochen Chamber Music 
Conference. She plays a Germarius Gagliano violin made in 1740. Ms. Keyes 
~ recorded for Video Artists International, Ecoclassics, CRI, Musical 
- • .(;ritage, EMI-France, and New World Records. 
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Rebecca Rice-Kingsbury, Boston, MA 
Syrni Rom-Rymer, Cliicngo, IL 
Leah Rosenthal, Lake Forest, IL 
Lindsay Rowell, Houston, TX 
Kristin Schrnotzer, Betlrpage, NY 
Suzanne Schwing, Worc/1ester, MA 
Alison Walla, Kansas City, KS 
Elizabeth Westling, Brookline, MA 
Alto 
Missy Backus, Westport, CT 
Annalise Bobrowski, Wl1eaton, IL 
Cheryl Branham, Boston, MA 
Andrea Brenon, Ilion , NY 
Leta Chan, Alameda, CA 
Heather Coleman, Me111phis, TN 
Judith Cowart, Atlanta, GA 
Maria D' Amato, Shirley, NY 
Nora Derrington, Mission Viejo, CA 
Melissa Emerson, Cedar Rapids, IA 
Kristen Faerber, Dallas, PA 
Mary Gerbi, Millbrook, NY 
Anne Graczyk, Windsor Locks, CT 
Morgaen Hansen, Latlia111, NY 
Lisa Helbling, Wind/ram, NH 
Janna Hinebaugh, San Antonio, TX 
Monika Hirsch, San Paulo, Brazil 
Amanda Kabak, Boston, MA 
Deborah Kirn, Boston, MA 
Sunan Kirn, Boston, MA 
Heather Kuhn, Boston , MA 
Emily Landa, LaGrange, GA 
Yu Mi Lee, Boston, MA 
Suzanne Link, Walt/ram, MA 
Lisa Longoria, San Antonio, TX 
Aiden Loveland, Lawrence, KS 
Melissa Mazzoli, Lansdale, PA 
Tomoko Nakajima, Palo Alto, CA 
Elizabeth Noel, Brookline, MA 
Elen Oneal, Kensington, MD 
Christine Pardilla, Houstolf, TX 
Michelle Pisa, Tyler, TX 
Jennifer Randall, Northboro, MA 
Verdis Robinson, Rochester, NY 
Ann Rooney, Gloversville, NY 
Tuesday Rupp, Milwaukie, OR 
Sarah Traverse, Milford, MA 
Alison Tupay, Williamsville, NY 
Tabitha Young, Aledo, IL 
Rebecca Zee, Manalapan , NJ 
) 
Tenor 
Martin Benvenuto, B11e11os Aires, Argentina 
Christopher Charig, Port Murray, NJ 
Robin Dull, Iowa City, IA 
David Foley, Jr., Shrewsb11ry, MA 
Matthew L. Garrett, Spartanb11rg, SC 
Brian Gustafson, Southboro, MA 
Keith Hampton, Lake Mills, WI 
Gregg Jacobson, Randolph, NJ 
Nathan Ariel Jome, Birmingham, MI 
Gianmarco Marostica, New York, NY 
Michael McDonald, New York, NY 
Justin Meloni, Irvine, CA 
Corey Moran, Bangor, ME 
_Steven Olbash, Lynn, MA 
njamin M. Pancoast, Amesb11ry, MA 
m Paulson, Allston, MA 
Nathan Peterman, Meriden , CT 
Kevin Reuther, Deerfield, IL 
Paul Joseph Serna, Ho11ston , TX 
Zachary Springer, Prin cetor1 , NJ 
Andrew Whitfield, Cambridge, MA 
Leland Wiltamuth, Northport, NY 
Bass 
Justin Aclin, Goshen, NY 
Paul Akers, Riverside, CA 
Adam Alexander, New Cannan , CT 
Timothy Barone, Attleboro, MA 
Daniel Billings, New York, NY 
Jason Bishop, Memphis, TN 
Mischa Bouvier, Claera, AL 
Keith Butler, East Meadow, NY 
William Connors, Milford, MA 
Dan Davis, Brookline, MA 
Michael Day, Hooksett, NH 
Matthew Deming, Grand Bla11c, MI 
Brad Dulaney, Boston, MA 
Adam Dworkis, Lenexa, KS 
David Fried, Chelsea, MA 
Pablo Gisholt, Mexico City, Mexico 
Xavier Godivier, Boston, MA 
Oshin Gregorian, Belmont, MA 
David Gross, New Orleans, LA 
Thomas Hinchliffe, Jamaica Plain, MA 
Peter Holtsberg, New York, NY 
Scott A. Jarrett, Ly11chb11rg, VA 
Stephen A. Kingsbury, Boston , MA 
Chad Leahy, So11th Hadley, MA 
Rick Mace, Harvard, MA 
Thomas Manuel, Lake Ronkonkoma, NY 
Lynd Matt, Lafayette, LA 
Jonathan Miller, Oradell, NJ 
Paul Mercurio, Piermont, NY 
Peter-Antoine Munoz-Bennett, Lexington, MA 
Joshua Nelson, Allston, MA 
Thompson Patton, Duarte, CA 
Devon Patane, Long ls/and, NY 
J. Scott Perkins, Bristol, CT 
Gareth Roberts, Marblehead, MA 
Daniel Seidman, So11thampto11 , PA 
Daniel C. Smith, Easton, MA 
Andrew Sneed, H11ntsvil/e, AL 
Shou Chen Tan, Singapore 
Jason P. Traue, Farmers Branch, TX 
Ethan Van Auken, H11ntingto11 , NY 
Mark Wishneusky, B11rlington, MA 
Boston University Chamber Orchestra 
Violin I Viola Oboe 
Christine Ribbeck, Concertmaster Jing-Huey Wei, Principal Cui Tong 
Jessica Platt 
Shu-Fang Du 
Marie Le Carlier 
Mary Kim 
Elise Dalleska 
Christina Eng 
Anna Brathwaite 
Olivia Young 
Sarah Asmar 
Violin II 
Yoojin Kim, Principal 
Mark Berger 
Kenji Furakawa 
Mary Perkinson 
Alexia Taylor 
Meg Dole 
Elisabeth Ryu 
Gabrielle Kopf 
Dagmara Mroz 
Jessica Amidon 
February 2 
8:00 p.m. 
February 11-13 
8:00 p.m. 
February 14 
2:00 p.m. 
Julie Giattina Bernadette A vi la 
Mark Holloway 
Liza Villanueva Bassoon 
Andrea Holz Gabriel Beavers 
Martin Keuneman Andre Weker 
Jason Martel 
Hom 
Cello Oliver de Clerq 
Elizabeth Browne, Principal 
Nan Zhou 
Elizabeth Regas 
Melissa McCarthy Trumpet 
Lauren Riley James Leach 
Marianne van Nordeck 
Alexandre Lecarme 
Brian Casper 
Alex Ludwig Trombone 
Eliza Feller 
Double Bass Nathaniel Dickey 
George Speed William Lombardelli 
Michael Williams 
Ryan Kamm Tympani 
Ryan Darling 
Stage Manager 
Jacob Moerschel 
UPCOMING EVENTS 
Time's Arrow 
Featuring works of student composers 
Theodore Antoniou, conductor 
Tsai Performance Center 
685 Commonwealth Avenue 
Benjamin Britten, Albert Herring 
Mainstage Opera 
David Hoose, conductor 
Sharon Daniels, stage director 
Boston University Theatre 
264 Huntington Avenue 
& 
Contributors to the School for the Arts Music Programs 
Contrib1tlors to the Music Programs belong to a special group of people responsible 
for the support of educational activities, events, programs, performa11ces a11d many 
other departmental needs. 
100,000 + 
Henrietta DeBenedictus 
25,000 + 
The Blount Foundation, Inc. 
10,000 + 
Marjorie McDonald, M.D. 
Uelen Salem Philbrook 
.inia E. Withey 
..:dis Zildjian Company 
5,000 + 
The Canadian Club of Boston 
Renaissance Musical Arts, Ltd. 
Estate of Arthur L. Thayer 
Zale-Delaware, Inc. 
1,000 + 
Alabama School of Fine Arts Foundation 
G.C. Anderson Family Foundation 
Berkshire Taconic Community Foundation, Inc. 
Eugene L. Brown 
Cagg Foundation 
Dorothy D. Cameron 
Lucile L. Dahlstrom 
Dean S. Edmunds Foundation 
, Janet C. Fisher 
Carol Gebhardt 
Ann and Gordon Getty Foundation 
1 Charlotte Goodwyn 
Esther B. Kahn Charitable Income Trust 
Edwin C. Laird 
Montgomery Symphony Association 
Estate of Martha P. Setchell 
Albert Spalding Historical Society 
Charles Stakely Jr. 
Carl H. Stiehl 
Bob and Anne Woolf Charitable Foundation 
500 + 
Alexander Bernstein 
Trinity Church 
Phyllis Curtin 
FPT Travel Management Group 
Phyllis Elhady Hoffman 
Valerie A. Hyman 
Ann Howard Jones 
Turi and Bruce MacCombie 
Estate of John E. Moran 
Osia Charitable and Educational Trust 
Beatrice S. Rose 
Catherine L. Stein 
Helen J. Steineker 
Carolyn Stoessinger 
Union Oyster House, Inc. 
250 + 
Estate of Constantin Alajalov 
BankBoston Corporation Charitable Foundation 
Beth S. Chen Buslow 
Custom Transportation Services, Inc. 
Edna L. Davis 
Joy L. Derry 
Ann B. Dickson 
East Cambridge Piano 
Carolyn B. Fowels 
James P. Galas, Ph.D 
Nancy Marsh Hartman 
High Meadow Foundation 
Kirkland Construction Co. 
Herbert F. Levy 
Merle Louise Mafher 
Ella Reiss Urdang 
Waste Solutions, Inc. 
Boston University School for the Arts 
Advisory Board 
Saul B. Cohen 
Judith M. Flynn 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
Administration 
Bruce MacCombie, Dean 
Phyllis Hoffman, Director, Music Division 
Roger Croucher, Director, Theatre Arts Division 
Alston Purvis, Director Ad Interim, Visual Arts Division 
Walt Meissner, Associate Dean, Administrative Affairs 
Patricia Mitro, Assistant Dean, Enrollment 
Judith Sandler, Public Relations Director 
Karla Cinquanta, Alumni Officer 
Leslie Dressler, Development Director 
General Information: 
Public Relations Office: 
Development Office: 
Alumni Relations Office: 
SF A Events Information Line: 
(617) 353-3350 
(617) 353-3345 
( 617) 353-3345 
(617) 353-3345 
(617) 353-3349 
***************** 
You can help support these talented young artists by joining the Friends of 
Music at tlze School for the Arts. For infonnation, please contact Leslie 
Dressler, Director of Development, Boston University School for the Arts, 855 
Commonwealth Avenue, Boston, MA 02215 or call 6171353-3345. 
